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The purpose of this dissertation is to submit a system of musical narrativity 
by which one may analyse such works as operas, ballets, musicals etc. The 
second purpose is an analysis of Lithuanian contemporary composer 
Bronius Kutaviius' (b. 1932) operas in a narrative aspect. 
This paper uses literature that gives information about questions on nar-
rativity adapted to musical stage works. The dissertation analyses Kutavi-
ius' manuscripts of the opera Kaulo senis ant geležinio kalno [The Old 
Man of Bone on an Iron Hill], 1976, and its recording and his opera-poem 
Strazdas-žylias paukštis [Strazdas, the Green Bird], 1981, filmed by Jonas 
Vaikus in 1990. Realizing the mythical aspects of the operas and certain 
folk motives it was necessary to research this type of literature. 
The dissertation is presented as a model for musical narrative analysis of 
contemporary operas, and particularly those of Kutaviius. Opera is not 
usually used for narrative analysis by musicologists. A separate sphere (nar-
rativity in music as a representation, as a structure, and as a process) has 
been written by E. Tarasti, M. Grabócz, R. Monelle, W.M. Speelman, C. 
Abbate, and others. But up to the present no attempt was made to speak of a 
single metasystem that would connect various elements of the narrative 
system. Such a specialized narrative theory oriented towards operas and 
their performance has not been developed until now. One of the purposes of 
this paper is to show narrativity as a phenomenon and create a systematic 
model that would aid in determining that type of narrative form we can use 
to analyse complex structures such as opera. 
The basis of the narrativity as a system is in this paper comprised of A.J. 
Greimas' and G. Genette's narrative theories and their adaptations to music. 
By joining these two types of analysis into one metasystem we can begin to 
completely analyse the music and verbal text details ending with their func-
tion in intertext, i.e., the performance. 
In the first part of the dissertation "Narrative Analysis and its Aim in 
Music" we introduce narrativity as phenomenon, the details of narrative 
reasoning in various forms, and separate parameters of narrative grammar 
creating a narrative model in music. 
According to D. Bordwell we can consider narrativity in three ways: as 
representation, structure, and process. The last two narrative types (narrati-
vity as a structure and as a process) make up the narrative model in music.  
Narrativity in music is usually equated with structural narrative 
concepts. Narrative analysis (where the verbal is considered a structure) is 
based on A.J. Greimas's structural semantics and narrative grammar theory. 
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The structural innateness for a deductive semeanalysis theory in music 
was adapted by C. Lévi-Strauss, E. Tarasti, M. Grabócz, R. Monelle ans 
W.M. Speelman. But the followers of musical semiotic studies most often 
use A.J. Greimas' narrative  grammar. The latter allows for the total reading 
of the musical text. By this we are shown the reason for the specifics of 
semantics, signification formation and generation. This theory is mentioned 
in the dissertation only in as much as it is adapted for works of music. The 
dissertation delves into the common narrative model, how it functions in a 
composition, how the paths of theory and logic intertwine. 
Musical semiotics is quite widely used by adapting A.J. Greimas' theory 
of three planes: logical semantics, narrative, and discursive analysis of the 
texts. This ist widely used by E. Tarasti and W.M. Speelman. Practically all 
of narrative grammar analysis elements and equivalents E. Tarasti has adap-
ted in musical semiotics: discursive figures (the actors, space and time), 
their treatment, intentions, modalities, and narrative programs, logical ties 
in music and their delivery in the semiotic square. W.M. Speelman ist 
analysing in this area the differences in the context-expression level and 
signification growth mechanism. 
Separate parameters and categories of narrative grammar in narrative 
analysis theory are scrutinized by M. Grabócz, R. Monelle and I. Stoianova. 
I have also used their models of narrative grammar in the process of 
forming my system of narrativity in music. 
Narrativity as a structure would not be complete if we did not mention 
V. Propp's syntagmatic model that came from the analysis of fairy-tales. 
This was raised by V. Propp to an universal level, and A.J. Greimas gave 
this story from model and the actors-actants an abstract form and 
appearance. This syntagmatic V. Propp-A.J. Greimas model in music is 
quite successfully used by E. Tarasti who concentrates his attention on the 
myths as a verbal text and musical tie. 
Narrativity as a structure allows an indepth investigation of musical dis-
course according to the parameters of space, time, and actors categories. 
The results allow for the description of a higher standard on the logic-se-
mantic level. 
Structural narrative analysis is not enough if we want to talk about poly-
discourse of musical semiotics and intertextuality. Narrativity as a process 
is the analysis by which we can investigate music in its live context, i.e., the 
performance. Music is a part of this system of performance, being the 
staged portion and those who present it. Theoretical background of 
narrativity as a process is based on G. Genette's study on narrative 
discourse, A. Helbo's and D. Bordwell's investigation on this field as well as 
C. Abbate's opera analysis. 
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With narrativity as a process we can outline a kind of narration in a stage 
performance, recognize the participants, the real and the other narrators of the 
story such as the music. We reveal each part of the elements that com-prise this 
complex system - including the music - and their place in the whole context. 
Here the ties are established between types of elements re-presenting speech, 
sight, and sound levels of articulation. At the same time in this analysis we 
delve into the relations between the story (the fabula), the discourse, and the 
actual telling (musical articulation as well). Therefore narrativity as a process 
can be called a creation of a discourse and the articulation mechanism. 
Expression of narrativity as a process has not been given enough atten-
tion by music investigators as it is most concentrated in the specifics of the 
stage genre. 
The purpose of this theoretical part of the work was to discuss each type 
of narrative analysis and its application to music (with the exception of nar-
rativity as a representation). Speaking about narrativity it is important to 
choose the optimum focus, i.e. to state clearly the point of view and how in 
one or another analysis narrativity will be treated.  
The second part is about Kutaviius' operas The Old Man of Bone on an 
Iron Hill and Strazdas, the Green Bird and an analysis of their musical dis-
course. This investigation is based on A.J. Greimas' semeanalysis and narra-
tive grammar adapted for music using many examples of E. Tarasti's and 
W.M. Speelman's analysis. The analytic operatic music discourse is done 
using an analytic trace where investigation ist started as a figurative analysis 
going to logic-semantic plane.  
In the opera The Old Man of Bone on an Iron Hill discursive level 
analysis showed that a large portion of this composition supports the 
specific forms of the story and pointed out the correlation between the 
functions in the fairy-tale and the episodes in music. The verbal and musical 
correlation analysis of the story (fairy-tale) confirms the fact that in the two 
parts (verbal and musical) intertextual ties of the discourse can vary: e.g.  
functional correspondence and vice-versa, how one function replaces the 
other and similar relations. 
Homogenic discourse of the operas ist fixed in binary oppositions of 
musical time, space, and the actors. The oppositions in the verbal text of the 
opera (such as oppositon between good and bad, the home and the Bone 
Man's rule, the good world up to the breaking of the prohibition and chaotic 
world once the prohibition is broken) have analogies with the music on a 
logic-sementic plane. 
Looking more closely we can see the actantial relations that regulate the 
structure of the opera and reveal the work's important factors. Among the 
actants e.g. melody based (S1), a motor rhythm based (S2), and with large 
leaps in music based (S2), serial and pointillistic (S1) groups of themes-ac-
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tors are close ties that are based on the opera's logical style of organization. 
This logical manner can be felt throughout the opera. The basic expression 
of it on a semiotic square corresponds with the basic point of the opera The 
Old Man of Bone on an Iron Hill, i.e. the fight between good and evil. 
The structural narrative analysis of the musical discourse of the opera 
Strazdas, the Green Bird shows that the first two parts are dominated by the 
sameness of musical space. This musical space could be considered a do-
minance of musical harmony. The third part is the opposition. Analysis of 
the musical discourse shows the appearance of destructive elements in 
music, i.e. noise recorded on tape. This break takes place at the end of the 
second part in the scene of Investigation. In this act we can fully feel the 
change of the music discourse and the musical construction: leaps in the 
melodics, long pauses, glissandos, and more. At the same time from the non 
musical part, i.e. the tape recording, we see the formal polyphonic texture. 
In this scene of Investigation the opposition becomes clear and shows us the 
entire opera's being, i.e. the musical and non-musical, the opposition of 
construction and deconstruction. In the third part of the opera Strazdas, the 
Green Bird there ist a constant balance between musical construction and 
deconstruction. There is no harmony in the end of the opera: the piano is 
slowly taken apart, and the noise forms a polyphonic-like texture. With this 
the opera ends, having confirmed a strctural and semantically open form. 
The third part of the Dissertation ist called "Bronius Kutaviius Stage 
Productions Narrative as a Process Aspect". In this chapter the composer's 
operas are treated as a complex polydiscursive total. The narrative theories 
of G. Genette, C. Abbate, D. Bordwell, and A. Helbo were used in this ana-
lysis. In essence the points of the analysis are in a narrative form (mimetic 
or diegetic) and the establishment of its focus, the narrator, localization of 
the action etc.  
In analysing the discourses it can be said that both operas are not tradi-
tional. The performers have no individuality and are influenced by their 
mythicism and the composer's ideas. In reality they are operas for non-
opera-actors-singers. Almost during the entire operas, with few exceptions, 
a chorus sings. In The Old Man of Bone on an Iron Hill the chorus speaks 
for the performers in the first person. This opera is mimetic-like as it is 
dominated by action. The opera-poem Strazdas, the Green Bird is the 
opposite, i.e. diegetic-like. There ist much chorus in this opera, the chorus 
speaks in the third person, it ist treated as a teller of the action. But in some 
parts of  Strazdas, the Green Bird doubts are raised about the focus: may it 
be that the performers are talking about themselves in the third person? The 
duality of the focal point is explained with visual aid. Because of the 
importance of visual aspects this opera can be called a performance with 
traits of visual materialisation. 
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The dissertation also emphasizes the part that music plays in these 
pieces. From the standpoint of a non dominating music (in the sense of 
narrativity as a process) the music is an important dramatic and organizing 
factor. In the opera The Old Man of Bone on an Iron Hill tempo, tension, 
and ebb ist controlled with the music's aid even though the music's logical 
expansion is felt only at the end. In the opera-poem Strazdas, the Green 
Bird the conflict is in the music itself. It is made most clear in the third act 
on a plane of intertextual discourse where the postmodernism is made clear 
by showing the importance of the music. In the general context of the piece, 
speaking about narrativity as a process, music is ohne of the "mixed" parts 
of the performance discourse that ist treated equally and also autonomously. 
The so-called fragmented style and its characteristic pluralism in the third 
act cut through all the planes of this composition. 
Each performance of the opera has a different variety of subsystems 
(discourses) which let conditions for interpretation grow. The results are 
connected to different focus points when the opera is performed. For 
example, in director J. Vaitkus' version of the opera a tendency towards 
metaphoric and visual dominance can be seen. 
Musical narrative system's worth and continued existence will be shown 
by time. But we can already say that narrative analysis expands the field of 
musical investigation. 
by the author 
 
